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festoon all media. "Natural" objects do appear in Cupisnique art, but analysis has shown them to exist within a supernatural or religious context (Cordy- Collins 1977 Collins , 1979 Collins , 1980a Collins , 1980b Collins , 1982 Lathrap 1977) . For these reasons, Cupisnique society is seen as one strongly rooted in and absorbed by religion. Following Anthony Wallace (1966) , who classifies all religious institutions as one of four types of cults, it seems fair to refer to the Cupisnique people as a cultS probably a shamanistic one. However, although a decided commonality exists in the artistry at the various Cupisnique sites, there is no reliable evidence that they were united other than through a similar religious outlook. Thereforen to call the Cupisnique more than a cult stretches the available data.
The Cupisnique-sometimes called coastal Chavin-had as their immediate sphere of influence an area radiating outward from the Quebrada de Cupisnique, a region they seem to have dominated for a millennium or more ( chaeological sites have been well excavated, and they tell a consistent story. The society was highly stratified; it incorporated a base population of farming and fishing folk, a "middle class," and an elite population of extraordinary wealth (Donnan 1978 (Donnan , 1990 ). And, while there was a definite distinction in the material culture between the Moche of the north coast and of the far north coast (Donnan 1990) , there was also a religious commonality that transcended time and space (Donnan 1992) . This religious aspect of Moche society is of major interest in the present study.
Not only were the Moche the most dynamic of the societies that followed Cupisnique, but they seem to have been the one most intrigued with Cupisnique artistic forms and iconographic motifs. Decapitation was one theme of special import to both the Cupisnique and the Moche.
THE MOCHE-CUPISNIQUE CONNECTION
In 1971 John H. Rowe reported his discovery that Moche artisans had created a group of ceramics that archaized mythological designs from Cupisnique wares. Rowe pointed out that, although the design motifs on certain Moche jars and bottles could be likened more to Cupisnique prototypes than to anything theretofore created by the Moche, the latter artisans either had misunderstood the original ideological meanings, or they cavalierly had reinterpreted them, using Cupisnique appearances while imbuing them with new symbolic content (Rowe 1971: Figures 1-3 , 6, 9-13, 15-16). Rowe's analysis introduced the question of how the Moche had come by the ancient symbols. Might they have chanced upon a cache of Cupisnique artifacts that had inspired them, had there been an underlying stratum of Cupisnique religious belief present within the Moche kingdom from the beginning that-for some particular reason-surfaced so dramatically in the production of these "archaized" wares, or might there have been another reason? Rowe's (1971: 111) speculation was that the Moche had collected Cupisnique antiques that they subsequently used as models for their designs.
While this may well have been the scenario for the creation of the wares with archaized motifs, this essay demonstrates that there is another category of Moche "imitations" of Cupisnique motifs, that of a continuing tradition. This interpretation is discussed in greater detail below.
THE DECAPITATION THEME
The concept of decapitation seems to be pan-Andean in scope, and on the north coast of Peru during Cupisnique and Moche times the concept was codified as a theme. A theme is characterized as a "specific set of symbolic elements" (Donnan 1978 It is interesting that, while there is such a tight set of symbolic elements that make up the Decapitation theme, the actual number of representations of the theme is quite small for both Cupisnique and Moche-perhaps one percent of the known samples. Even so, not every specimen is illustrated in this report.
CUPISNIQUE DECAPITATORS
The five Cupisnique decapitators were incised on bone and stone ornaments, and engraved on small stone bowls and vases. Each piece is executed in the elaborate, dynamically fluid style that tends to characterize Cupisnique art. 
Supernatural Bird Decapitator
The single example of the Supernatural Bird Decapitator-probably an owl-is a modeled and painted ceramic bottle (Figure 11 ). It clutches a tumi in one hand, its lanyard visible as well, and a disembodied human head in the other.
Supernatural Fish Decapitator
There is also only a single example of a Fish Decapitator, and this is painted on a stirrup-spout bottle ( Figure 12) . As with the decapitators discussed previously, this creature holds a tumi with its lanyard in one hand and a disembodied human head in the other.
Supernatural Spider Decapitator
Many examples of the Spider Decapitator are knownS both on ceramics and on metal objects.' A graphic example of a Supernatural Spider Decapitator is pictured in Figure 13 , whereas other 
Supernatural Scorpion and Crab Decapitators
There is but a single example of each of these creatures, both in Trujillo, Peru. The Scorpion is identifiable by virtu¢ of its multiple legs and diagnostic thorax with a stinger at the tip. A tumi is held in its right hand, a human head is in its left. A broad crustacean's body and six animal legs identify the other decapitator as a Crab. A tumi is held in one hand, a severed human head in the other.
INTERPRETATION
The Moche Decapitation theme is not archaized; it derives directly from a Cupisnique prototype. Although the concept and practice oftaking human heads is part ofthe greater Precolumbian Andean tradition, the Cupisnique and Moche representations are so similar to one another that they argue for a direct transference of religious belief, not archaistic copying. The distinction between archaism and continuing belief is important to stress because upon it hinges the argument that the Moche purposefully appropriated Cupisnique decapitator icons. Archaism is the stylistic imitation by one group of the artifacts of an earlier one. Because it is style being copied, the copyists may omit the original meaning of the images they are imitating. By "style" I mean the patterned arrangement of design elements particular to any group of people working with a culturally inclusive mental template in a particular place and time. Such culturally acceptable patterned arrangements become formal icons. Any digression from the cultural template (the norm) would be seen as inappropriate. We, in the Western Christian tradition, might not know immediately why the Madonna is never shown wearing anything other than robes of red and blue. Yet were we to see a representation of a woman clothed in a green and orange ski suit holding the Christ Child, we probably would assume that she was not the Madonna because she was not "properly" attired. In other words, we do not have to know that robes are a chronological marker or that in Christian iconography red and blue are symbolic of love and truth, twin virtues of the Madonna, to know that red and blue robes have some "meaning" that allows us to identify her. Thus, we can define meaning as the inherent culturally accepted content of the icons. While not everyone in the society may know the icons' meaning, all will recognize them as being meaningful.
But 
